ABSTRACT
INTRODUCTION
The aim of this study is to explore how translations function as an integral part of museum exhibitions. Specifically, this study argues that translators of museum texts and the visitors who make use of them in museum exhibitions can both actively engage in forming different interpretations of the exhibitions themselves. This challenges the assumption that museum translators and visitors simply relay and receive the message of the source text.`
In museum exhibitions, the communication among the objects, the source-text writer and the source-text readers is often regarded as the default message, whereas the 'translated route', including the translations and the target readers, are something additional, and are not directly linked to the displayed objects or the source-text readers. This can be supported by the fact that very often translators of exhibition texts are provided only with the source texts, having no access to the displayed objects or other contextual information, such as, at what angle objects will be viewed by visitors. It is, therefore, inevitable that translations are linked only to the source text, excluding other semiotic signs in the exhibition. Studies of museum translations, therefore, tend to focus narrowly on the accuracy of transfer between the source text and the target text, as will be reviewed in the next section.
This article reports on a case study that was carried out on a bilingual exhibition in which the translation seems to engage more with other semiotic signs in the exhibition than might be expected. Through this study, I aim to demonstrate a different way of investigating the role of translations in museum exhibitions, and to explore the possible effects of translations in museum communication.
According to Baxandall, in an exhibition there are at least three separate agents in playobject makers, exhibitors of made objects, and viewers -and the three are all active in making meaning in the exhibition (Baxandall 1991: 36) . In exhibitions with translations, the agents in play will further include the translators and readers of target texts. Before we discuss the role of these agents in the selected exhibition, we will review the relevant literature in languages and translations in museum exhibitions to date.
LANGUAGES AND TRANSLATION IN MUSEUM EXHIBITIONS
Translation in museums seems to have received more attention from scholars of translation than of museum studies. Despite almost all major museums now involving translated written or spoken texts, the suggestions made by museum experts with regard to translations tend to be primarily practical, if not superficial. The following is a case in point: 'If you are getting labels translated into other languages, do try to get the translation done by a native speaker; a bad translation may make your visitors laugh, but it will not help them to understand your exhibition' (Ambrose and Paine 2006: 101) . Discussions within museum studies seem to regard translations as a post-editing to the already complete monolingual exhibition, with the added potential to damage the exhibition. These same concerns of potentially flawed translations are shared by scholars in translation studies, and the idea of being faithful to the source has also been endorsed by many translation scholars.
The contribution of translation studies to the study of museum translations is associated with the traditional, source-oriented approach, i.e. with examining the relationship between source texts and target texts. In the context of museums, this obsession with accuracy or equivalence in early translation studies naturally leads translation researchers to focus on the accuracy of translations for specialised terms in exhibitions. These studies are often conducted from the perspective of translation deficit. Sturge (2007) is an exception: her work expands the concept of translation in museum studies from translated texts within museums to the metaphorical concept of museums as translations. In her study, the term 'translation' is used to mean different processes taking place in an exhibition. She proposes that in ethnographic museums, translation can be understood as the process of selecting, relocating, exhibiting and interpreting. In this sense, 'museumized objects' are seen both as source texts and target texts (Sturge 2007: 153) . In this alternative translation process, displayed objects can be regarded as representing source texts, and the verbal interpretation of museums as target texts. In the context of bilingual labels in terms of the above discussed 'translated texts', Sturge briefly comments that monolingual labels are still the norm in English (Sturge 2007: 163) .
Although the aim of our study is to explore bilingual texts in museum exhibitions, the metaphorical view of museums as translations in Sturge's study is not applicable in this regard and may, in fact, be confusing to our study. However, her study does provide a new perspective in the investigation of museum translation. That is, instead of viewing translators as outsiders of the exhibition, translations can be regarded as one of the many encounters in museums, which Sturge also regards as 'contact zones' between cultures. Clifford puts forward the argument that the museum should be viewed as a 'contact zone', in which objects represent on-going historical, political and moral dialogues, rather than seeing the museum as the final destination of cultural objects (Clifford 1997: 192) . Sturge further argues that this view may challenge translation researchers to 'question the model of source texts and target texts facing each other across a divide bridged by a heroic translator figure' (Sturge 2007: 164) . This is related to the above discussion of the target communication as outsider, and of the standard measure of a 'capable' translator in museum studies as being an accurate relayer of the source text.
Following this concept of the museum as a contact zone, this article will investigate how 'dialogues' from different voices take place in the museum and among them, the voices of the translators and translation readers. This article endeavours to demonstrate that in a photographic exhibition on China, the photographers, exhibitors, translators, and visitors should all be considered as active participants in the exhibition, who collectively shape the meaning of the exhibition with their own interpretations.
DATA
The selected exhibition is China: Through the Lens of John Thomson 1868 Thomson -1872 , an exhibition of a Scottish photographer's record of nineteenth-century China. This exhibition toured several cities in the UK, and contained texts in English and in Chinese. The texts analysed in this paper are based on the catalogue published by the Wellcome Library and edited by the exhibition organiser Betty Yao (a bilingual British-Chinese), which provided the basis of the textual panels and captions in the touring exhibitions (Yao (ed.), 2010). Although curators of different hosting museums made changes, these changes were minor in nature, consisting of spelling changes or very rarely, the addition of footnotes. Paratextual data include visitors' books. Observations of the exhibition took place in Merseyside Maritime Museum, Liverpool (5 February to 6 June 2010) and in the Burrell Collection, Glasgow (4 February to 12 June 2011).
In this article, the terms 'source text writers' and 'target text writers' (or translators), referring to the agents involved in the production of source texts (ST) or target texts (TT), are deployed for convenience. This does not necessarily mean that they are separate groups. Despite our effort to contact the exhibition organiser to find out more details about the process of translation, we did not receive responses. However, we learned from the curators of the two museums that the ST and the TT were produced 'at the same time', i.e. their respective purposes or agendas were considered simultaneously, rather than the need for translations coming after the ST. The exhibition organiser, the editing team, and curators of hosting museums may all have participated in the production of both texts. Therefore, it should be made clear that although we use the two terms separately, the ST writers and TT writers may overlap. This coincides with Sturge's call for challenging a heroic figure standing between the two language versions (Sturge 2007: 164) .
THE PHOTOGRAPHER'S STORIES
John Thomson's purpose in producing such photos needs to be understood in terms of its historical background, as a response to the demand in the nineteenth-century Western society for pictures of exotic and alien cultures. His series of Chinese photos frequently adopted techniques whose aim was to 'demonstrate the barbarity of the Chinese' (Maxwell 1999: 59) , and his commentary on the photos further 'conveyed the impression that the cruelty and sadistic violence of the Chinese governing class, together with the feudal structure of Chinese society, contributed to the decline of Chinese civilization' (Maxwell 1999: 60) .
The photographer's 'voice' can be analysed through the visual language of the photos: the gazes, the perspectives, and the angles chosen. Direct gazes are an act of involvement, demanding viewers to engage in an imaginary relationship with the people depicted in the photographs. Indirect gazes, on the other hand, present the depicted people not as subjects to be interacted with, but portray them 'as items of information, objects of contemplation, impersonally, as though they were specimens in a display case' (Kress and van Leeuwen 2006: 119) .
In Thomson's collection, the majority of subjects do not look at the camera directly. A few exceptions to this, which invite a direct gaze, are those photos depicting Chinese government officials. Others seem to look directly into the camera, but their direct gaze appears to be accidental, as the subjects are positioned in the distance or in the background of the photo, a fact which 'greatly diminishes the impact of their look' (Kress and van Leeuwen 2006: 119) . From the gazes of the subjects in the photos, it seems that the intention of the photographer was not to directly bridge the Chinese people represented and the British audience, rather, it was to present the Chinese as 'other'.
Closely related to the gazes of the photographs are their perspectives, that is, the angle from which the photo was taken. Kress and van Leeuwen (2006) make a distinction between oblique and frontal angles in relation to self and other. The frontal angle is a sign of the involvement of the image producer and the represented participants, showing 'our worlds'. The oblique angle, on the other hand, says 'what you see here is not part of our world; it is their world, something we are not involved with' (Kress and van Leeuwen 2006: 138) . The photographer uses oblique angles to place himself and the viewers in a position detached from the represented participants. Again, Thomson's photos created two different worlds: the world that Chinese people looked at, and the world of the viewers. Given the historical context and the techniques adopted by the photographer, we can conclude that 'otherness' is an important theme in Thomson's photos. Thomson presented Chinese people as objects for his viewers to examine, rather than allowing direct contact between his subjects and the viewers.
THE EXHIBITORS AND THE TRANSLATORS
Although Thomson's intended meaning may be communicated through the angles, frames, and poses of the subjects in the photos, once these photos enter another geographical and temporal realm, they 'can have meanings deliberately imposed upon them through the context in which they are placed, and through an anticipation of how they will be encountered' (Hooper-Greenhill 2000: 110) . In the display of other cultures, texts play an even more important role because in such circumstances visitors may find it difficult to identify common ground with the objects and will therefore rely on the information provided in texts as cultural aids (Lidchi 1991: 166) . We are reminded by scholars of museum studies that decisions made by text writers are never neutral. Museum texts reflect 'the wishes and ambitions, the intellectual or political or social or educational aspirations and preconceptions of the museum director, the curator, the scholar, the designer, the sponsor', as far as 'the society, the political or social or educational system which nurtured all these people' (Vergo 1989: 3) .
Similarly, translated texts are the results of motivated choices, because translators, just like the source-text producers, 'have their own communicative aims and select lexical items and grammatical arrangement to serve those aims' (Hatim and Mason 1990: 4) . Through a comparison of English and Chinese, we see different motivations behind the texts, which can be related to the different backgrounds of the English and the Chinese visitors, and also to what the exhibitors want the two different groups of visitors to take away from this exhibition.
FOREGROUNDING
The first noticeable difference between the two language versions is in the particular elements that are chosen to be foregrounded: is this exhibition about exotic China or the legendary photographer? Under constraints of space, the exhibition panels often display selective information, based on the purpose of the exhibitor. In the display of other cultures, Lidchi comments that 'ethnographic texts, more consciously than others perhaps, direct the reader towards a preferred reading since they must navigate the reader on a directed route through potentially complex and unfamiliar terrain' (Lidchi 1991: 167, original 
emphasis).
A preferred reading can be created by foregrounding, that is 'whenever some item or construction appears in a text with unusual or noticeable frequency and apparently for some valid reason, then cumulatively a distinctive effect emerges' (Fowler 1990: 95) . Foregrounding may be achieved through syntactic or lexical devices, or through selection of content.
We found that the Chinese texts tended to highlight the role of Thomson by referring to his views on his Chinese subjects. Example 1 below is the first sentence from one caption: A comparison of the two versions shows that whereas the English text begins with the description of the figures in the photos, the Chinese text begins by explaining why Thomson was motivated to take the photo. Considering that these are the first sentences in both texts, the different focuses are even more significant, because in an exhibition, 'visitors turn to the text expecting to find the focus of the exhibit as the point of departure for the text' (Ravelli 2006: 37) . Therefore, the English visitors are guided to observe the woman's hair decoration, whereas the Chinese visitors are encouraged to look at the photos from Thomson's view, as a foreigner.
In other examples, although both language versions refer to the relationship between Thomson and the photos, the English text seems to try to downplay Thomson's presence, whereas the Chinese text makes manifest Thomson's impact, as shown in Example 2: The English text begins by pointing out the unusual pose of the couple in the photo, which the exhibitor suspects stems from Thomson's instructions -the uncertainty is marked by the hedge 'seems'. By contrast, the Chinese text is more certain about the intervention of Thomson, as demonstrated by the firmer modal adverb, 'surely', and praises such intervention. The photographer is described as 'a skilled communicator', suggesting that it was very difficult to persuade a couple at that time to pose in such positions but Thomson managed it, and his intervention created a 'masterly portrait'. In the English text, the focus is on how at that time Chinese couples felt uncomfortable to gaze at each other in such a position, whereas in the Chinese text the achievement of the photographer is highlighted.
The difference of highlighting either China or Thomson in the exhibition may not be a surprising move, since it is easy to assume that the British even today are more interested in exotic China and that the Chinese are more interested in the foreign photographer. However, some other variations between the two language versions may have other motivations, as we will discuss in the next section.
REFRAMING
It is now widely recognised that exhibitions not only provide information, but also build 'narratives which use art objects as elements in institutionalised stories that are promoted to an audience' (Ferguson 1996: 715) . In a multilingual exhibition, it may be the case that all language versions render the same narrative. However, there can also be conflicts in the values possessed by different languages. For example, this exhibition records one of the darkest eras in Chinese history under the exploitation of the British Empire. Given these historical circumstances, it is interesting to see how the two versions are 'framed', a term defined by the translation scholar, Baker, as 'discursive moves designed to anticipate and guide others' interpretation of an attitude towards a set of events' (Baker 2010 : 119, original emphasis).
The intention of framing Thomson's role as a foreigner in China during the late Qing dynasty is clearly expressed by the exhibition organiser in an interview: 'Thomson was particularly respectful of the Chinese. His camera presented positive images of the Chinese. We sometimes feel that foreigners look at the Chinese in a negative manner, but he was very different -all his photos showed positive images' (Yu, 2010, our translation) . In another review included in a bilingual exhibition catalogue, it is also commented in Chinese that Thomson 'was the first Western photographer to show profound friendship and sympathy towards Chinese people' (Tong 2010: 10, our translation). By contrast, the English version of this review is less specific in saying that he was 'a human being with a profound love for China and deep feelings for its people', without highlighting him as being 'the first' or as 'Western' (Tong 2010: 10) .
Clearly, to encourage Chinese viewers to appreciate this exhibition, the photographer has been presented as a friendly foreigner, who is different from other invaders at that time. Example 3 (below) shows how the Chinese translation carefully omits the accusation of Thomson treating Chinese people as ethnic subjects because this does not correspond with the image of Thomson as a photographer, who shows sympathy towards the war-torn Qing dynasty. In Example 3, although the English text accuses Thomson of portraying the woman as a cultural specimen, the Chinese text states that Thomson is interested in physical features of Chinese women because they are attractive and that their regional hairstyles are a topic worthy of further study by Westerners.
In investigating how exhibition visitors move between images and texts, Macken-Horarik reflects on her personal experience: 'I would respond in the first instance, often in a diffuse way, to the image and then reframe this in the light of the text panel, which directed my gaze to certain qualities in the artwork. When I returned to the image, there was more meaning than before […] . '(Macken-Horarik 2004: 7) . The photo accompanying the text in Example 3 is a simple portrait of a woman positioned in the middle of the photo and looking left. Moving between the photo and the text, the Chinese visitors are guided to look in detail at the attractive physical features of this Chinese woman, whereas the English visitors may start to feel how this Chinese woman was viewed through the cold, imperialist gaze of Thomson.
It is also interesting to see that the English exhibitor demonstrates their distance from Thomson's viewpoint by stating what Thomson intended to convey (either by analysing the photo or by citing from Thomson's own publications) and by being critical of Thomson's presentation. For example, in the exhibition in the Merseyside Maritime Museum, a footnote is added to the word 'coolie' in the English text, explaining that the term would be considered politically incorrect now, but is presented as such because it was used by Thomson in his diary in a different temporal context. This seems to suggest that the English narrative is about China, and although Thomson provides interesting data, the exhibitor does not always agree with his views. In the Chinese texts, the exhibitor simply omits the potentially controversial aspect of Thomson's photography, instead building a narrative of a friendly Thomson, as shown in Example 4 below: 
Example 4 (English)
A Manchu Lady having her Hair dressed by a Servant Girl: At Mr. Yang's home, Thomson had the opportunity to observe the detailed -often tedious -routines of a Manchu lady being dressed by her servant girl. Hairdressing perhaps constituted the most important part of the day for a Manchu lady. In general it took one to two hours for the servant to dress her lady's hair: "Many of them have chignons and false hair; but no hair-dyes are used, for raven hair is common and golden tresses are not in repute". As we will discuss later, visitors also actively interpret the exhibition, and what exhibitors intend to convey is not always how visitors understand the displayed objects. However, what we aim to show in this section are the two distinct narratives constructed by the Chinese and the English exhibitors respectively. In referring to the same photo, the texts act as different mediums which attempt to restrict or guide visitors to view photos in a particular way.
THE VISITORS
Although photographers and text writers construct their narratives of exhibitions through various semiotic signs, exhibition visitors are not necessarily passive receivers of these messages. In this section, visitors' responses to the exhibitions will be analysed. However, rather than measuring the effect of verbal or visual signs upon the visitors, the focus is on how visitors, as active participants, produce their own interpretations of the exhibitions. The source of our analysis is museum visitor books, not only because they are the only source available for visitors' responses to past exhibitions, but also because 'an exhibition's visitor book should, perhaps, be seen as an integral part of the exhibition-an interactive exhibit in which many visitors participate' (Macdonald 2005: 119) .
The English comments are mostly on the theme of China: 'Love the Chinese stuff', is a typical instance. The exhibition is frequently called 'the Chinese exhibition', as in, for example, 'the Chinese exhibition makes me want to visit China'. This seems to correspond with the above comments by Lidchi (1991: 167) that the ethnographic texts guide those visitors who are unfamiliar with Chinese culture through a 'directed' route. Therefore, even though the visitors may have come from different cultural backgrounds, their response to the exhibition seems to have been quite uniform.
Some responses demonstrate problems that a portion of viewers experienced in understanding culture-specific terms in the texts. For example, 'Wonderful exhibition -pictures look almost modern. But would have been helpful to have a longer introduction -explaining who were the Mandarin and the Qing dynasty […]?'As Baxandall points out, visitors in an exhibition of foreign culture are in a complicated position, because they may not be familiar with the ideas or values attached to those objects (Baxandall 1991: 34) . This may be another reason for uniform responses from British visitors: perhaps because they are not familiar with the signs in the photos, they rely more on the text for explanations -and sometimes they may not even understand what is written in the text itself.
The reactions of the Chinese audience, however, seem to be more diverse and tend to go further beyond the themes expressed in the Chinese captions. In an interview, the organiser of the exhibition said that she hoped after seeing these photos, Chinese visitors would feel proud of nineteenth-century China, because it was so beautiful (Tong 2010: 10) . This desire is constructed through the Chinese narratives, which repeatedly emphasise the images created by Thomson as positive and peaceful. However, one noticeable theme that emerges in the Chinese responses is sorrow for the fall of the Qing dynasty, with indirect blame placed on foreign invasions. The following is a case in point:'Looking at the photographic exhibition, I feel so pained to see how hard life was for the Chinese in the late Qing period. If only China had been more powerful then. I hope the Motherland can continue its current progress' (our translation).
Responses like this show that besides the verbal signs, visitors also engage directly with the visual signs in the photos. The images of opium eaters, 'coolies', and the Qing officials who signed humiliating agreements with western powers all have the capacity to quickly trigger Chinese people's feelings over this dark period of the late Qing dynasty. This once again supports the view that exhibition visitors are active participants, who form their own interpretations of the exhibition based on selected semiotic signs available to them in the exhibition as well as their own knowledge and history.
The following response shows how visitors engage in dialogues with other exhibition participants, including the photographer and other visitors, thereby providing further evidence for the argument of visitors as 'active participants': '[I] wish Thomson could see Beijing today, China's Beijing undergoing transformation. Beijing welcomes you all' (our translation).The first part of this response acts like an imaginary conversation with Thomson, while the second part is an invitation to other non-Chinese visitors to travel to Beijing.
Moreover, some museum visitors are openly critical of the texts and make suggestions to the exhibitors. For example, several responses challenge the accuracy of the texts: 'There is only a minor mis-use of the words 'Chinese' and 'Manchu' = Manchu people are Chinese as well and the so-called 'Chinese' in [the] instructions of this exhibition should be 'Han Chinese''. Visitor books also show that some visitors actually read both English and Chinese texts carefully and noticed the different narratives created by each: 'What interests me is the great diversity between the English and Chinese captions. In many ways the difference shows the very characters of China and Britain'.
With our focus especially on translation activities, we can conclude that TT readers engage actively in the exhibition. Like translators, they also create their own understanding of the exhibition. Furthermore, they engage with the photographers, the ST readers, and the ST writers. It is also important to notice that TT readers not only base their interpretations on the TT writer's narratives, but also engage directly with the displayed photos. Far from being passive, some visitors are openly critical and challenge the view presented in the exhibition.
RETHINKING TRANSLATION IN THE MUSEUM AS A 'CONTACT ZONE'
By analysing translation activities in a bilingual exhibition, this study has demonstrated that translations can be an integral part of the exhibition theme. Rather than simply relaying the content of the source text, translations operate in a multimodal context. Translators and TT readers are all motivated participants bringing their own interpretations to the exhibition. This analysis has demonstrated that the translations not only contain an interlingual link with the source text, but also an inter-semiotic link with the displayed photos. Furthermore, TT readers interact not only with the translations, but also with the photographer, the ST writer, and even the ST readers. These findings support the argument that the analysis of translation in museum exhibitions should not only be based on its link to the source text because translation can involve more than simply relaying the meaning of an existing monolingual exhibition. Rather, it can enrich the exhibition by offering alternative viewpoints.
This much is probably easily agreed. However, this article aims to go further by positing a further question: Can we accept that museum texts in different languages tell different stories for motivated purposes? Some reviews of Thomson's exhibition criticised the Chinese text as being 'lost in translation', commenting especially on the omission of critical references to Thomson's racism. However, if we look at the translation not as a mere language-transferring practice, but accept translation as a discursive practice which can interpret, reinterpret and even shape cultural objects because their value may shift across time, space, and culture, then it is unsurprising that every language has a different story to tell. Returning to the concept of the museum as a contact zone, in which different cultures encounter each other and intercultural dialogues are created, this article suggests that perhaps translations can be seen as a physical presentation of the different cultures coexisting in museum exhibitions. Translated museum texts (as but one voice in these interacting dialogues) represent the specific culture, values, and viewpoint that a particular language embodies and reflects, and form a part of the contact zone.
